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SOME 
MUSIC 


REVIEWS 


py Hubert Doris 


— the more interesting finds this quarter is a 
group of pieces by Bozidar Kunc, called "Little 
Pieces for Little People.'' (Someday someone ought 
to do something about the titles of children's pieces. 
No child likes to be reminded constantly that he is a 
child.) The music is delightfully alive, slightly acid, 
and extremely well put together. Mr. Kunc's work 
represents a movement in music for the young that we 
find greatly toour liking. Within the framework he has 
chosen, the composer has successfully introduced many 
of the more contemporary harmonic techniques. For 
those who might equate contemporary harmony with 
dissonance, let them be reassured by this: Mr. Kunc's 
dissonances all form part of a truly functional system 
of harmony; they are neither ugly, nor dissonant for 
the sake of dissonance. This groupof six short pieces 
is highly recommended. 


There are three Englishmen with us this Summer, 
and their works range from the quite pleasant to the 
very arch. To begin at the bottom, we have six pieces 
by Richard Drakeford called "A Handful of Pleasant 
Delights."" Already one feels a faint touch of the Eli- 
zabethan. The individual titles confirm the suspicion: 
No. 2. A fancy, No. 3. Atoy, No. 4. J. S. B. - His 
jewel, No. 6. R. J.D. - His goodnight. The title of num- 
bers one and five are awful, but not Elizabethan at 
least. The reader may object that titles have little to 
do with the music that follows them, and that is often 
mercifully true. But in the case of Mr. Drakeford's 
"Delights" the music is as self-consciously 16th cen- 
tury as it can be without being hand copies on vellum. 
Why it is necessary to rewrite Farnaby and Dowland 
is a mystery. But at least Mr. Drakeford has a fairly 
good grasp of the style, which means the notes follow 
one another well and fairly rapidly, and nothing but 
the thought behind the music is really offensive. 


Mr. Philip Wilkinson's "Four Dance Miniatures" 
moves us up a hundred years or so, and whereas it is 
resolutely Baroque, the musical idiom is less slavishly 
archaic than Mr. Drakeford's. The harmonies are of 
the present day, even though the forms are of another 
time. You could call the music neo-Baroque if that 
didn't make you think of Hindemith. Proto-neo-baroque 
might do it if you can stand it. They are really very 


yleasant pieces, and we do recommend them, but it is 
a shame that composers must give us all these asso- 
ciations. 


The "Three Lyric Pieces" of Robert Elliott leave 
us alone to examine the music, which is very nice. 
They are clean, well written and agreeable. It seems 
too bad that there is less to say about good pieces than 
bad ones. These are unexceptionable. 


The "Canciones y Danzas'\numbers IX and X by 
Federico Mompou are another voice out of the past, 
but a legitimate one. Mompou is of the generation that 
succeeded the French Impressionists, and adapted their 
procedures to the Spanish idiom. Along with De Falla 
and Turina, Mompou did what he could to create a 
contemporary Spanish school. Unfortunately, the re- 
sults of their efforts seem to have beenstillborn. Can 
one think of a single, really respectable Spanish com- 
poser? Well, perhaps there are extra-musical forces 
at work there. In any case, the voice of Mompou, 
writing even fairly recently, is a voice from the past. 
The two pieces chosen for this quarter's most inter- 
esting are each in two parts. The first concerns itself 
with that particularly improvisatory quality of Spanish 
folk song. It is appropriately dreamy and evocative, 
with a flavor of the more austere religious feeling that 
permeates the Spanish culture. The second parts are 
the more lively dance sections, and to say they are 
Spanish dances is to say allthereis to say. Naturally, 
the purely technical aspects of the compositions are 
well handled, and will encourage no bad habits in the 
student if he is not allowed to sentimentalize. That is 
always the danger with Impressionist music. If the 
backbone is not kept strong, nausea and mal de mer 
ensue. 


I; is only natural to turn from Mompou to Scott 
Watson's "Spanish Dancers." If anything, it is more 
Spanish than Mompou, which is to say that the most 
readily recognizable features of the Spanish dance are 
used, and to a most delightful effect. The lowered 
second step, the accented third beat in the 3/4 meas- 
ure, the sudden changes of dynamic level, all of them 
are there. Even the sudden break in the mood from 
one of festivity to a kind of melancholy has not been 
neglected. One never ceases to wonder at how much 

(Continued on page 28) 
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Recommended Music 


March, April, May, 1958 


Editor's Note: Our Board of six musicians have tried to include among the accepted 
works all those that demonstrated creative ability regardless of how small, or in what 
idiom, conservative, mildly venturesome, or fiercely so. They rejected those that showed 
stylistic inconsistencies, that were trite and commonplace, that simply followed mechan- 
ical patterns and showed no signs of release or merely illustrated a pedagogical dogma. 
They readily admit to sharp differences of opinion on all these points. 


EASY 
Ten tunes for 10 fingers. GEORGE ANSON Elkan-Vogel . 85 
A puppet show. JOAN LOVELL Elkin (Galaxy) 1.00 
Rain dance. SCOTT WATSON Row . 40 
Lullaby. GEORGE FIALA BMI Canada . 50 
Prairie sunset. EVERETT STEVENS Row . 40 
Toytown parade. VERNON HASKINS Schroeder (AMP) .35 
Old mother wiggle-waggle. ROBERT GRAHAM Summy . 40 
The mill wheel. LOIS K. MARSHALL Summy . 40 
Two little tunes. ALBERT ROZIN Chappell .45 
Satellite. SCOTT WATSON Row . 40 
Yellow lotus. JOHN CHAGY Willis . 35 
Spanish dancers. SCOTT WATSON Row .40 

INTERMEDIATE 

Piano in progress. ALEXANDER TANSMAN Marks 1.00 
Butterflies. C. S. LANG Elkin (Galaxy) . 50 
Fireflies and grotesque dance. C. S. LANG Elkin (Galaxy) . 50 
Cancion y danza IX. FEDERICO MOMPOU Salabert (Ricordi) 1.50 
Cancion y danza X. FEDERICO MOMPOU Salabert (Ricordi) 1.50 
Three lyric pieces. ROBERT ELLIOTT Novello 1.00 
Four dance miniatures. PHILIP WILKINSON Novello 1.00 

A handful of pleasant delights. RICHARD 

DRAKEFORD Novello 

Little pieces for little people. BOZIDAR KUNC Rongwen 1.25 

DUETS 
Two's company. MARJORIE HELYER Novello 1.00 
Contrasts. MARJORIE HELYER Novello . 50 
Dance. GEORGE FIALA BMI Canada . 50 
Three Noels. ALEC ROWLEY Elkin (Galaxy) 1, 25 








NEW EDITIONS 


BEETHOVEN. Sechs Sonatinen; edited by Alfred Hoehn 
Edition Schott 4940, $1.75 

DEBUSSY and RAVEL; modern piano music; edited by 
Isidor Philipp. Carl Fischer, $2.50 

DIABELLI Variations; 16 contemporaries of Beethoven 
on a Waltz Tune; edited by WilliamS. Newman. Sum- 
my-Birchard, $1.25 

Antonin DVORAK. From the new world, op. 95 (arr. 
Karel Solc. Edition Artia (Boosey & Hawkes, sole 
agent.) $1.50 

Antonin DVORAK. Poetic tone-pictures, op. 85. Edi- 
tion Artia (Boosey & Hawkes, sole agt.) $3.50 

Antonfn DVORAK. Silhouettes, op. 8. Edition Artia 
(Boosey & Hawkes, sole agent) 

Antonin DVORAK. Slavonic dances, op. 46. arr. Karel 
Sole. Edition Artia (Boosey & Hawkes, sole agt.) $1.50 

Antonin DVORAK. Slavonic dances, op. 46 (duet). Edi- 
tion Artia (Boosey, sole agt.) $2 

Antonin DVORAK. Slavonic dances, op. 72 (duet). Edi- 
tion Artia (Boosey, sole agt.) $2 

Antonin DVORAK. Tema con variazioni, op. 36. Edi- 
tion KLHU (Boosey, sole agt.) $1 

Antonin DVORAK. Waltzes, op. 54. Edition Artia. $2 

Gottfried GRUNEWALD. Zwei Partiten; edited by Hugo 
Ruf. G. Ricordi, $1.50 

Zoltan KODALY. Ballet-music. Universal edition 
(Boosey & Hawkes, sole agt.) $1.25 

PIANO for two; a unique collection of original duets by 
Schubert and Schumann; selected and edited by Oswald 
Jonas. Book 2. Summy-Birchard, $1. 25 

Domenico SCARLATTI. Sonata in A; edited by Oswald 
Jonas. Summy-Birchard, 50 cents. 

SOUTH AMERICAN PIANO MUSIC; for easy and inter- 
mediate grades; compiled and edited by Henry Levine. 
Ricordi, $1 

TWENTY-FOUR Pieces from the Fitzwilliam Virginal 
Book; transcribed and edited by Thurston Dart. Lon- 
don: Stainer & Bell, Ltd. (Galaxy, sole agt.) $1.50 


VIVALDI-BACH. Concerto N. 1 in Re; per pianoforte 
(o Clavicembalo) (Peter Seak). Ricordi, 75 cents 

VIVALDI. Le Quattro Stagioni; transcribed for piano 
by Guido Farina. Ricordi, $1.50 


NOTE: The following titles are listed for the information 
of our readers. No evaluation of them has been made. 
ADVANCED 


Menahem BENSUSSAN. Three pieces. Rongwen 

Jean BERGER. Caribbean cruise. Two pianos-four 
hands. Broude. 

Allan BIGGS. Humoresque. Joseph Williams Ltd., 
London (Mills Music, sole agt.), 85 cents. 

Boris BLACHER. Ornamente, op. 37. Ed. Bote & G. 
Bock (AMP, sole agt.) 

Boris BLACHER. Sonate, op. 39. Ed. Bote & G. Bock, 
(AMP, sole agt.). 

Boris BLACHER. Zwei sonatinen, op. 14. Ed. Bote & 
Bock, (AMP, sole agt.). 

Franco MARGOLA. Sonata. Ricordi, $1 

Federico MOMPOU. Paisajes. Editions Salabert (Ri- 
cordi sole agt.) $1.75 

Edmund RUBBRA. Concerto in G for piano and or- 

chestra; arr. for 2 pianos, 4 hands. Lengnick (Mills, 
sole agt.) $3. 25 

Alicia TERZIAN. Danza Criolla, op.1. Barry (Boosey 
& Hawkes, sole agt.) 75 cents. 


TEACHERS COURSES 


Mildred HOFSTAD. Enjoy your piano with chords; an 
early supplementary book. Boston, 80 cents. 

Guy JONSON. Musical initiative tests; for teacher's 
diploma examinations. Elkin (Galaxy, sole agt. )$1.25 

Nikolai LOPATNIKOFF. Intervals; 7 studies for piano. 
Leeds, $1.50 

John THOMPSON. Syncopation made easy; first stud- 
ies in varied syncopated rhythms. Willis, $1 

Frank L. WOLFF. Modern styles for piano; designed 
for students and teachers of classical or popular mu- 
sic. Boston, $1.25 











Complete Stock of Educational 
Piano Music of All Publishers 


Specializing in Mail Order Business 


Vlassau-Suffote Wusie Cr 


DISTRIBUTORS OF EDUCATIONAL, POPULAR, 
SACRED AND SECULAR MUSIC 


P.O. Box 104 . Floral Park, N. Y. 




















DIRECTORY OF PUBLISHERS 


WHOSE MUSIC IS SIZOWN ON PAGES 5 THROUGH 14 


Associated Music Pub. Inc., 1 West 47 St, New York. 

Chappell & Co. Inc., RKO Bldg. , Rockefeller Center, 
New York. 

Elkan-Vogel Co. Inc. , 1712 Sansom St. , Philadelphia 3. 

Galaxy Music Corp., 50 W. 24th, New York 10. 

Edward B. Marks Music Corp. ,136 W 52 St., New York 

Novello & Co. Ltd., 160 Wardour St., London W. 1. 

Rongwen Music, Inc., 56 W. 45 St., New York 36. 

R. D. Row Music Co., 353 Newbury St., Boston 15. 

G. Ricordi & Co., 132 W. 21st, New York 11. 
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LITTLE PIECES :c 
LITTLE PEOPLE BOZIDAR KUNC 


Andante tranquillo (¢- avout 100) 
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THREE LYRIC PIECES A ROBERT ELLIOTT 
1 Aquarelle 


(A study in delicacy ot expression and cantabile) 
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2 Alla Marcia 


(A Study in crispness 
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3 Wistful Waltz 


(A Study in tonality, dynamic contra’ 
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FOUR DANCE PHILP ‘WILKINSON 


MINIATURES 


Tempo di marcia 


1 A SPRIGHTLY DANCE 
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2 A STATELY DANCE 
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Alla 4 A JOYFUL DANCE 
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CANCION y DANZA 


CHANSON et DANSE 


FEDERICO MOMPOU 


IX 


Cantabile espressivo («= 54) Peco 





Larghetto molto cantabile 4-63 





ae lig 


Copyright MCMLVII by EDITIONS SALABERT S. A. 
G. RICORDi & CO., sole agents in U. S. A. 


CONTRASTS MARJORIE HELYER 


3 THE LAKE 
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8 A LIVELY TUNE 


Allegro vivace 






PRIMO 


Allegro vivace 
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PIANO IN PROGRESS 


Volume I ALEXANDRE TANSMAN 


Moderato Z. Romance 
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Allegro con moto 
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P legato 


gue 10. Joking Mood 
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TWO’S COMPANY MARJORIE HELYER 


EIGHT PIECES FOR PIANO DUET 


2 AT THE BALLET 
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7 THE MUSICAL BOX 


Allegretto leggiero 
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BUTTERFLIES =80 


C. $. LANG, Op. 75, No. 3 
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1. A Sleepy Drowsily | TWO LITTLE TUNES 4LBERT ROZIN 
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Prairie Sunset 


(A very first piece) 
EVERETT STEVENS 
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Rain Dance 


SCOTT WATSON 
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TEN TUNES FOR TEN FINGERS 
GEORGE ANSON 


om 9 LET’S REST A WHILE 


Rather slowly 


Right 


mf 


Left 





HAND PATTERNS: 


Rocking motion, to develop the outside fingers and to strengthen the arch. Note carefully 
individual hand dynamic markings. Easy transposition is also suggested. ROC K A BY E 


, = : $ : Quietly rocking 


Right 


Left 











mp | ) mf 3 1 


HAND PATTERNS: 


Many contemporary composers frequently change the meter. This little piece is a COUNTING 
exercise, in which each quarter note gets exactly the same time, the half notes of course twice COU NT ME OUT! 
as long. The numbers 2 - 3- 4- 5 indicate how many quarters in each measure. 


Evenly - each quarter note ONE COUNT! 
1 3 5 


Right 





Left 
Count :-S 1 





HAND PATTERNS: 


The hands are crossed throughout, first right over left, then reversed, with a final un- 
scramble. For developing hand independence. UPSI D E DOWN CAK E 
: : (LIKE STANDING ON ONE’S HEAD!) 
% 8 4-5 5.4 84, 6 
Right Rather quickly 
Right over left. 
Left 
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ERNST BACON'S 


Maple Sugaring 


A Collection of Folk Tunes and Original Pieces 


Analysis and Teaching Suggestions by 
Margaret Tolson 


T IS a happy occurrence for bothteacher.and student 

when a composer who has written with distinction in 
large works succeeds in writing for young players 
pieces that employ the best in his idiom and invite the 
student to a fresh musical experience. Ernst Baccn 
has written these pieces with economy, lucidity, and 
grace. There are enough delightful surprises to keep 
the student's ears from napping. The pieces can be 
played individually, in selected groups, or as a whole 
where the pleasing tonal scheme would be evident. 
(G, G, G-flat-C, D min., G, D, A min., -G, C,G min.) 


LAVENDER WALTZ 


Three part form. A 4444444; B 444+7; A 444+2+2+6; 
Coda 9. 

The student probably played this folk tune in simple 
arrangement very early in his study and now he meets 
it in quite sophisticated dress. To acquire familiarity 
of hand and ear with the left hand movement first play 
the melody of each section with incomplete triad ac- 
companiment omitting the sixth even though itis an 
important part of the accompaniment figure. (Complete 


-triads, measures 35-50.) 


At section B (measure 19) notice how much more 
solid the music becomes when the melody appears in- 
verted in E minor. In the extension from measure 27 
a bit of emphasis in the left hand will add to the inter- 
est of the sequences and color to the cadence. When 
part A returns (measure 34) give a nice downward 
curve to the inverted end of the melodic phrase and 
keep sharp ears out for the surprise harmonic change 
at measure 39. Play the left hand throughout with a 
quiet lilting movement until you get to the coda where 
the waltz glides to a close. 





Margaret Tolson, a native of Washington, D.C. 
studied at Eastman School of Music with Ashley 
Pettis and Sandor Vas; Fontainebleau Conserva- 
tory with Nadia Boulanger, Robert and Gaby Ca- 
sadesus; and Marlboro Music School. She has been 
soloist with the National Symphony Orchestra, 
Washington, D.C., and is now head of the Piano 
Department of The Madeira School. 
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Margaret Tolson 
IN AND OUT THE WINDOW 


Three part form. Two measure introduction. A 2+2 
2+2, repeated; B 3+1+4 repeated; A 2+2+2r2+2+6. 

Here's a piece for real fun both insound and move- 
ment. Singor play the melody torefresh your ear with 
the old tune. Here again the left hand accompaniment 
figures are simple triads with dissonant seconds. No- 
tice that G is a pedal point through the entire piece and 
how it falls on different beats because of the rhythmic 
oatterns. The left hand groupings by three in the first 
eight measures of part A will give a nice feeling of 
cross-rhythm without any coordination problem. Let 
it really swing along in three. Notice how much more 
active the music becomes when at measure 11 the re- 
petition of the tune is accompanied by strict 4-note 
groups. 

At B (measure 19) let the melody flow with a ring- 
ing sound ("'crisply" as the composer says) and you'll 

(Continued Next Page) 








(Continued From Preceding Page) 


be ready for thedelightful key change into E-flat--pia- 
nissimo--when A returns (measure 28). Listen here 
for fine phrasing in the left hand. At measure 34 there's 
a chance for lovely tone color when the "window "opens 
into G minor. Feel the chromatic suspensions of the 
last six measures pull you up to a G major ending. 


THE CUCKOO. 
Bi-tonality 
Three part form. A 4+#4, repeated; B 2+2+5; A 4+4+8 
(extension). 

Most of us enjoy playing in two keys at once and 
it's especially nice when, as here, one is all black 
(r.h. G-flat), the other all white (1.h. C). The cuckoo 
comes in rather shyly at first joining the melody only 
at two-measure intervals but at section B (measure 19) 
he's in to stay, keeping up a waltz pattern. Play the 
right hand here with singing legato. At the return of 
A (measure 30) bring out clearly the inverted intervals 
in the melody and be sure to let the last right hand 
B-flat sing after the cuckoo has had his final say. 


NUKA 


Three part form. Two-measure introduction. A 444 
repeated; B 8+4+4; A 445. 

Nuka is a lyrical ballad. Let the graceful, curving 
melody tell the story. Listen to the tonality. In part 
A it is mostly D minor, natural form, but the occasional 
E-flat in the accompaniment suggests the Phrygian 
mode. Listen too for the modulation to F major at the 
cadences, measures 10 and 18. 

In section B (measure 20) listen to the key kaleido- 
scope move through F, B-flat, and E-flat (measures 
20-25, see example 2 below) before it comes back to 
D minor (measures 26-27). Notice the four different 
patterns that appear in the left hand accompaniment. 


1. Quiet legato chords, measures 1-20. 
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2. Eighth note figures forming a counter melody, 
measures 21-27. 
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3. Quarter notes outlining triads (D minor, F ma- 
jor, D minor), measures 28-34. 


temp 
g ia 





4. Two eighths-quarter figure, measures 35-38, 


40-42. pp neonate. 
eer (tele th 





ons 


At measure 39 the melodic figure ates 
is augmented to 1 Et making room‘for a color- 
ful counter melody in the left hand. Bring out this 
ascending left hand line. 








By all means use the pedal in NUKA but with espe- 
cially good listening where there are counter-melodies. 


MAPLE-SUGARING 


Two-part form. A 244+2+445; B 2+2+2+4. 
Time: 4/4, 3/4 

There is a very active, delightful piece not too 
deeply hidden in this page of eighth notes. If you ever 
tried todiscover hidden faces in alandscape you'll see 
that it's asimilar sort of puzzle finding phrase group- 
ings here. Since the rhythmic pattern is not so appar- 
ent as in the other pieces it would be a good idea to 
make a chart, i.e. counting from the beginning as fol- 
lows: 

4/123 

4/123 

4/1 23/1 2 3/1 23/1 2 


3/1 23 
4/123 
4/1 2 

3/1 2 

3/1 2 
3/12 etc. 
































(Continued From Preceding Page) 


In this way you will see what groups start on the up- 
beat. 

To make the tune stand out to your ear try playing 
the principle melodic notes in rhythmic pattern. 


3/4 


Geter Ds) oes 


Preyp 


Although the key of G major is indicated F-sharp 
is avoided except in measure 19. This rarely gives a 
modal effect, however, because from measures 7 to 
17 youare safely in C major tonality and the sequences 
following the familiar G major figure at measure 18 
are in C and B-flat. Play the seventh chords in the 
last four bars firmly as they give color to the Gmajor 
triad melodic line. If the whole piece is played with a 
rather jaunty quasi staccato the sound will have alight 
tip-toe quality. 


THE OLD WOMAN WHO WENT TO MARKET 


Three-part form with coda. 
A 2+2+2; coda 8. 

Here is a fine, robust old tune with well-marked 
rhythm. Crisp staccato on the quarters and eighths 
and sostenuto on the halves will tell the story well. At 
section B in B minor try to play with a darker tone 
quality then breeze into the reprise (D major) with 
brightness again. At the coda (measure 28) notice how 
the five-note melodic figure hovers over changing tri- 
ads of Bminor and Dmajor until it finally settles into 
D at the very end. Of course, keep the Old Woman 
stepping along with constant left-hand staccato. 


A 2+2+2+2; B 2¢2+2+2; 


THE PRETTY MILKMAID 


Three-part form. Two-measure introduction. A 4+4 
repeated, +1 ext.; B 3+2+2+2; bridge passage 4; A 
2+2+2+3; coda 6. 

In the flute-like solo passage which introduces this 
delightful pastorale two motifs are announced from 
which the melody of the piece is woven. 


| 


Play and sing this several times then notice how the 
immediate melody grows out of the second motif. 
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motif 1 motif 2 
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a tempo 
























The first motif reappears only in the bridge passage 
(measures 29 and 31) and in the coda (measures 41, 43, 
45)--points of ease in the music. From the start you 
will hear that the melody uses the natural minor of A 
and that color is given by the major-minor broken tri- 
ads with added sixth in the accompaniment. 

In section B (measure 20) where the color becomes 
darker try to get a reedy tone quality. At the bridge 
passage listen for real delicacy when the first motif 
comes in C major. 

At the return of section A (measure 33) keep the 
movement lightly with the rhythmic pattern of motif 2 
in the left hand against the simplified melodic line in 
the right. 





This is a very beautiful piece which deserves the pi- 
ano's best singing quality. Pedal with the harmonic 
groups in the left hand. 


PRETTY SARO 


Eight-measure theme. Variations with inversions. 

Here is a happy piece whose key seems to be G 
major, but listen sharply for the cadences where the 
feeling is usually modal. This keeps the door open 
tonally and allows the variations to be spaced at regu- 
lar eight-measure intervals without making the music 
sound in bits. 

First play the theme which is in two phrases of 
four measures each. In the first variation of running 
eighth notes you'll have no trouble hearing the original 
melody. Nor in the second where the theme is varied 
rhythmically. Variation 3 uses the device of inversion, 
again with running eighths. You'll have fun matching 
the thematic intervals upside-down. 
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This variation is the high spot of the piece dynamically 
and comes toaclose in G major. After a breath the 
fourth variation is again in inversion, un poco meno 
mosso, and very quiet in feeling. Let the fifth varia- 
tion (inversion), which is really a sort of coda, bring 
the piece to a pianissimo close. 


THE BURRO 


Modified rondo form. Two-measure introduction. 
AB A.C AAB 











This gay piece has the most complex form of any 
in the set. Part A gives the first theme in C major, 
its melodic line outlining triads. This cheerful melody 
makes three more appearances each in different guise. 
Let's see what happens to all these A's. 

A. Theme with introductory figure used as accom- 
paniment. 


ot Fae 


$ 

Al (measure 19). Theme varied rhythmically. 

New accompaniment figure using reversed rhythmic 

pattern found in melody. Let the left hand add to the 
rhythmic movement but not intrude. 









con ped. 


A2. Theme varied melodically with quarter note 


accompaniment. 2 
Ee 
eaauti sate: 
"P 
"hile icaecigs 
A3. Theme straight an octave higher with vigor- 
ous syncopated pattern in the accompaniment. All the 


other A's have been quiet but let this one really kick 
up its heels. 


measure 35 | 
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measure 43 


Now look at what separates the A's. 


B starting at measure 11 gives a somewhat darker 
but hearty theme (played quasi staccato) in Dorian 
mode (tonality centering on d). Keepthe left hand trip- 
ping along with a sharper staccato than the right. 


sec. B = B-flat major 


At C (measure 27) the sounddrops way down. Look 
at how closely together the hands play and how small 
the intervals are. The burro might be gently pawing 
the ground before he springs some new tricks. Play 
very smoothly, quietly making the phrases. 





After A3, B comes back to end the piece in full 
vigor. Make both hands play with well-marked rhythm. 
Watch those accents! 


THE SACRED HARP 


Three-part form. A 2+2+2+2; B 24+2+2+2; A 2+24+2+2. 
This haunting G minor melody in Aeolian mode is 
composed of only four phrases with repetitions. 
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It is given depth and warm color by the rich chordal 
accompaniment of triads and seventh chords, regular 
and altered. Make the upper note in the right hand a 
real melody not just part of a chord and listen to the 
different feeling given to the recurring melody notes 
by the chord changes. Examine particularly the ca- 
dences at measures 4, 8, 12, 16. 

The left handis syncopated throughout and the sus- 
pensions resulting are of great importance. Let them 
be really pulled by the melody. If, in part A, the upper 
note of these chords is brought out in a singing way 
you will not only find it easier to play a good legato 
but you will hear a counter melody. This may seem a 
lot to do while playing pianissimo but the result will 
make it worth the effort. 

In part B let the tone soar richly but do save the 
most formeasure 13 where the left hand plays the dia- 
tonic chords. 

When A returns (measure 17) there are three things 
to think especially about: 

1. The right hand melody shadowed by more open 
intervals. 

2. The counter-melody in the left hand. 

3. The dominant pedal point. 


wu: 
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(Continued on page 29) 
































Chamber Music 


WITH PIANO 


by 


MARTHA CALNAN ann HUBERT DORIS 





Wits THIS ISSUE, the Piano Quarterly Newsletter 





inaugurates a new feature devoted to chamber mu- 
sic. Since its inception, the Newsletter has concerned 
itself only with music for the soloist, from his first 
steps to his first contact with truly complex music. 
But in these days of ever-widening concern with musi- 
cal education, and all that that implies, of cultural 
growth, the joys and problems of ensemble music can 
no longer be overlooked. 


The one limitation that PQN has placed on this new 
column, is that it concern itself with chamber music 
involving the piano. This is natural, after all, but the 
editors feel sure that repercussions of the column will 
be heard farther afield than the pianoteacher's studio; 
that all pianoteachers were first of all musicians, con- 
cerned with the propagation of their art, and that they 
will carry the message of this first attempt to other 
music teachers whom they know, regardless of the par- 
ticular instrument they teach. 


Elsewhere in this issue is anarticle called 'Music 
in the Home" by Ruth Halle Rowen. Surely, the joys of 
making music in the home need not bedescribed again 
here. Everyone who has ever, in whatever capacity, 
played with other musicians in the intimacy of a living 
room, with or without interested bystanders, need not 
be told how delightful an experience it can be. Skill is 
only secondary; the desire to play is all. The resulting 
music made may not be up to the professional standards 
one wishes to establish in his pupils, but the charm of 
making music in company is ineffably sweet. 


Since this is a professional magazine, however, we 
should limit ourselves. in this column tothose aspects 
of ensemble music that have a direct professional 
meaning. It has been the custom of this Quarterly 





Martha Calnan, a graduate of the Kansss City 
(Mo) Conservatory of Music, studied in New York 
with Madame Rosina Lhevinne, and is now teach- 
ing privately in New York City. 

Professor Hubert Doris of Barnard College, 
Columbia University, graduated from Harvard in 
1948, studied at the Paris Conservatory for two 
years with Nadia Boulanger, and in 1953, received 
an M.A. from Columbia University. 

Miss Cainan has been researching and will con- 
tinue to do so, for suitable chamber music for the 
pupils of our readers. Mr. Doris is collaborating 
by writing up her findings. 





ROLLIE McKENNA 


Martha Calnan 
in regard to solo music, to rate it, discuss its prob- 
lems, identify it thematically, and occasionally present 
suggestions for methods of teaching it. We intend to 
follow the same procedure with chamber works. 

There are many problems inherent in the world of 
chamber music, not the least of which is that of find- 
ing performers. Here the teacher of young students 
has the advantage over the dedicated adult. The teach- 
er can, by combining forces with his colleagues in the 
string or wind or brass departments, inaugurate group 
playing with comparative ease. If a few teachers of 
different instruments joined forces and required that 
their students participate in chamber ensembles, the 
prospect that presents itself is most pleasing to behold. 
ease. If a few teachers of different instruments joined 
forces and required that their students participate in 
chamber ensembles, the prospect that presents itself 
is most pleasing to behold. 

The piano is, of course, the least mobile chamber 
instrument, and nothing good is going to change that. 
But its very bulk is an advantage. It provides an un- 
changing focal point for the activities of easily dis- 
tractable children. They need not wander from house 
to house, or studio to studio. They will know that, 
however often the chamber group meets, it meets in 
the company of an unchanging, faithful friend. 

ND then, what music shall they play? In thinking 
of chamber music in the abstract, one is confronted 
(Continued on Next Page) 











with the towering masterpieces of the 18th and 19th 
centuries, most of which lie well in the future for the 
young instrumentalist. Fortunately, composers of all 
periods have written ensemble pieces of simplicity, 
charm and musicality, and they are all or almost all, 
easily available. (The editors have compiled a sample 


list of pieces which appears elsewhere in the maga- 
zine. ) 

We have chosen pieces from two different levels of 
difficulty, one modern and one classic, one easy and 
one intermediate, to illustrate what can be found in the 
literature of chamber music to suit all markets. 


NOUS JOUONS POUR MAMAN 


pour Violon, Violoncelle et Piano 


1. AIR CHAMPETRE 


Modéré 
VIOLON 
VIOLONCELLE 
Modéreé 
PIANO Pp 





Alexandre TANSMAN 


2. GAVOTTE 


Modéré 


"Pp 


Modéreé 


Pp staceato 
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Modéré 3. ORIENTALE 


P 
Modére 4 


Pp 





4. LE BATEAU 











5. DANSE SLAVE 


Anime 


mf 





6. CHANSON NEGRE 


Animé 


nf 
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"Nous Jouons pour Maman" by Alexandre Tansman 
is, in spite of its somewhat coy title, a very pleasant 
set of six easy pieces for violin, cello and piano. They 
are published by Max Eschig in Paris, and distribu- 
ted in this country by Associated Music Publishers at 


60 cents a piece, all parts included. They are, in 
order: 

1. Air Champetre 4. Le Bateau 

2. Gavotte 5. Danse Slave 

3. Orientale 6. Chanson Négre 


LL THE pieces are printed in very large notes, 
whichis supposed to make them easier to read, though 
whether that encourages children to read a whole 
phrase at a time, or actually makes reading more dif- 
ficult is open to question. In any case the format is 
pleasing, and the whole is well ordered; each string 
part has its complementary string part written in small- 
er notes, so there should be no difficulty in keeping 
everyone together. 


The technical demands of the music are of the sim- 
plest, since the violin part is all in the first position, 
and the cello part makes only the most simple journeys 
out of it. The piano part contains no span larger than 
a fifth, and no skips wider than a minor ninth. All in 
all, very easy going. 


The music itself is extremely pleasant, with all the 
charm and polish one expects from Tansman. A word 
of warning, however: the Gavotte is not really a ga- 
votte, since it begins on the first beat of the measure 
instead of the third, and the Chanson Négre should 
really be called Chanson Martiniquaise, since it is 
more reminiscent of Milhaud's Caribbean pieces than 
what one might be led to expect by the title. They all 
will certainly divert the young as well as instruct, and 
if one must be tied to the idea that "music can be fun," 
these pieces certainly will not contradict it. 





On the intermediate level we have chosen the Con- 
certino in C Major by Joseph Haydn. The piece is 
scored for two violins, violoncello (or double bass) 
and piano. It is in three short movements: 1) allegro 
moderato, 2) menuetto, and 3) allegro di molto. The 
Concertino is published by C. F. Peters, and sells for 
$1.50, parts included. Its catalogue number, to avoid 
confusion when ordering by mail, is Nr. 4611. 





To anyone familiar with the early Haydn piano so- 
natas, this piece will seem like an old friend. It is 
full of the simple but amazing charm of the early key- 
board pieces, and is of that clarity and vitality so pe- 
culiar to Haydn. It is true that the piano part predom- 
inates in- very much the same way as the first violin 


CONCERTINO 


(Divertimento) 


Joseph Haydn (1732-1809) 
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part in the early Haydn string quartets, but that ought 
not to bother anyone more particularly in this case 
than it does with the quartets. The music has great 
merit, and that is what counts. 

Peters published this piece in 1953, and, to the 
best knowledge of the publisher, it has never before 
appeared in print. Sometimes a new discovery turns 
out to be more fabrication than discovery, but in this 
case no risk is run. Haydn himself refers to it in his 
own catalogue of his works, and the fact that there is 
no autograph should not stand in anyone's way. since 
many of Haydn's youthful compositions exist only in 
copies. 

There are no appreciable technical difficulties to 
be surmounted in the Concertino, which should be a 
blessing to a teacher, since it allows him to concen- 
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trate on the ensemble qualities of the music, and not 
have to worry overmuch about getting the players to 
play the right notes. It should be a marvelous intro- 
duction to ensemble playing for even quite elementary 
performers, particularly string players. One wishes 
such discoveries as this piece were morecommon, but 
one should be grateful for this piece alone. 


In THE next issue of the Quarterly, wewill discuss 
works in the intermediate category, as well as more of 
the simpler pieces. In the meantime, we think it 
would pay any interested teachers to examine the small 
chamber works for keyboard and strings or winds by 
Telemann and Loeillet. There are many of them, too 
many to discuss them aJl, and they are all worthy of 
student, if not even professional, performance. 


















Music In The Home 


Ruth Halle Rowen 
‘ Illustrations by Mary Helen 





"In no country perhaps is more music to be heard 
at this present time than in our own, --out of 'the house.' 
... Viewed through the advertising columns of the 
daily and weekly press, we might seem to be the most 
musical people under the sun. Viewed through the 
records of our domestic life, however, our condition 
presents itself somewhat differently." 


These words, although they may seem applicable 
to the current scene inour own country, were actually 
written in 1877 in England by John Hullah, a devoted 
music teacher. 


Statistics concerning music in the home have al- 
ways been scarce. It is relatively simple to tabulate 
the number of operas performed ina given season and 
the proportion of contemporary works included in the 
repertoire of a symphony orchestra, or to view the 
status of music in our various religious services. 
Facts about music indomestic life are much more elu- 
sive. Hullah was in a position to talk by benefit of 
having taught some 25,000 pupils in the course of his 
activities. 


The body of musicians most qualified to evaluate 
music in the home today are nodoubt our piano teach- 
ers. Through personal contact, often inside the home 
itself, they are in a position to know what is going on, 
and what is more important, are able to influence the 
course of music there. Since no one yet has undertak- 
en to organize the piano teachers to ascertain their 
collective opinion on the status of music in the home, 
I have been asked to take you insidea particular home, 
one with which I am most familiar. 


In our home, as in many others, the piano was the 
starting point of all to come. Our first child, Mary 
Helen, at a tender age delighted in climbing on to the 
piano bench to hear me sing as I played. In turn I was 
highly flattered for no one before had ever been at- 
tracted to my voice. I realize now that the piano was 
the musical stronghold and the singing merely served 
as the means of supplying the words. Soon Mary Helen, 
discovering that she too could sing, joined in. 


There came a time, at about the age of five, when 
singing and listening were not cnough, and Mary Helen 
herself wanted to play an instrument. | did my best to 
initiate her on the piano, but found that her musical 
horizon had expanded to the point where she desired to 
choose her own instrument. After attending asympho- 


ny concert for children, she announced her intention 
to play the violin. It was this early rebellion that led 
to our home trio. 


While Mary Helen was fiddling away, another little 
toddler started to grope toward music. Louis, four 
years younger, was determined to enter the musical 
scene. At first his bid for attention alternated between 
tackling sister and knocking over the music stand 
while she practiced. To counteract these rough antics, 
I showed Louis the rudiments of playing the piano. 
This appeasement did not last long. 


One day Louis stated bluntly that he wanted to have 
a music teacher. I tried to convince him that I was his 
teacher. He put me in place by saying that I was his 
mother and not his teacher, and besides he wanted to 
play the violin. Not choosing to have both children on 
the same instrument, and yet not wanting to thwart 
Louis' desire, I enlisted the services of the great fam- 
ily arbiter. Father took matters inhand and managed 
to convince his son that the cello was even better than 
the violin because it was bigger. To aboy not yetfive 
the cello must have seemed very big, indeed. 

By the time Louis took up his quarter-size cello, 
Mary Helen had graduated to a half-size violin, With 
mother on a full-size piano, playing ever so softly, 
the trio was launched. We were guided toward trio 
playing by the children's teachers, Karl and Phyllis 
Kraeuter. Although the Kraeuters are professional 
chamber music artists, they realize that chamber mu- 
sic is to-be enjoyed in the home as wellas on the con- 
cert stage. 

We started out with the charming Folk-Tune Trios 
arranged by Hazel Gertrude Kinscella. In spite of 
their simplicity, these arrangements allow for inde- 
pendence of the instruments, enabling each participant 
to distinguish his own part in relation to the ensemble. 








Mrs. Rowen, educational consultant of Carl 
Fischer, Inc., has a Ph.D. from Columbia Uni- 
versity. Her husband ("the family arbiter") is a 
New York lawyer. 





Louis 


Ruth Halle Rowen 



















Next we went onto trio arrangements of easy classics. 
Now, with Mary Helen on a full-size violin and Louis 
just graduated to a half-size cello, we have reached 
the lofty heights of a Haydn trio. Thus runs our per- 
sonal excursion into the realm of chamber music. 


Even though it is not possible to give a precise 
report on domestic musical activity throughout the 
United States, it is possible to consider the opportu- 
nities for music in the home and to evaluate what this 
outlet means to the piano teacher. 


FIRST OF ALL, what is music in the home? On 
the one hand it is something more than singing in the 
shower or practicing in an isolated room not todisturb 
the other members of the household. On the other hand 
it may be something less than a performance by pro- 
fessionals hired to give a concert in the home of a 
wealthy patron. Music in the home involves the par- 
ticipation of family and friends, playing and singing 
for immediate enjoyment. 


One of the most delightful afternoons I can remem- 
ber was spent recently at a friend's home where the 
guests were invited to bring their instruments and any 
music they chose. The ages of those present ranged 
from two to sixty, with musical ability encompassing 
listener, amateur, and professional. There was an 
assortment of pianists, a singer, a flutist, a violinist, 
and acellist. Performances ran the gamut from pieces 
which had been rehearsed and polished beforehand to 
those handled prima vista by recruits from the "audi- 
ence." Anyone able to carry the part had an open in- 
vitation to join in. Differences of age and talent found 
common ground in the pleasure of singing and playing 
together. 


Before encouraging this type of music-making, the 
piano teacher may worry about several factors, among 
them individuality and accuracy. As for the former, 
there need be no fear that the student will lose his in- 
dividuality when playing with others. The pianist is 
well favored in easy works for trio and quartet. It is 
the cellist who is entitled to complain when he is re- 
legated to reinforcing the bass of the piano part. In 
early Haydn and Mozart piano trios even the violin is 
slighted. From the piano teacher's point of view, en- 
couraging students to play in chamber groups would by 
no means minimize their pianistic prowess. With re- 
gard to accuracy, the teacher instructs the child in 
his lesson to strive for perfection, to play all the notes 
correctly, and to achieve the proper tone and turn of 
phrase. In private lessons especially, the tendency is 
to aim toward developing a soloist who will outshine 


The Rowen Pere, too! 
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all others. These worthy aims are by no means ruled 
out. In our gatherings the soloist may perform, too. 
He may also improve his playing by participation in 
ensemble. 


Ensemble playing is important for many reasons. 
The performers learn to play in rhythm because they 
must count to stay in. They likewise learn to control 
the dynamics. If the accompanying instrumentalists 
do not play softly when one part has the solo, they will 
be reprimanded by the others soon enough. Conversely, 
the one who has the momentary solo must come forth. 
When playing with strings, the pianist must consider 
deviations of pitch which he need not determine for the 
ready-made tones of the piano. The give and take be- 
tween different instruments is even more rewarding 
than with ensembles at one or two pianos. 


These informal sessions are of course most valu- 
able for developing sight-reading. I was rather sur- 
prised at a recent meeting of piano teachers to hear a 
member complain that there was no teacher in one of 
her pupil's schools competent to play the piano for an 
operctta performance. If she had taught with foresight 
and had guided her pupil to take part in friendly home 
groups, he should have been qualified to step in and 
help out. For full development at the piano, the stud- 
ent must learn not only how to play solos, but how to 
accompany and how to share the spotlight with others. 


Mosic IN THE HOME fosters teamwork in the 
highest sense. Whereas in sports thereare usually two 
teams rivalling each other, in music there is but one 
team with all the members cooperating. The team wins, 
not because of the other fellow's mistakes, rather in 
spite of them. In fact, no player wants another to make 
amistake any more thanhe wants to make one himself. 
Captain of the home team is the piano, with its ability 
to carry both melody and harmony. This leaves the 
piano teacher with the challenge of precipitating and 
inspiring music in the home to make music an integral 
part of the student's life, emotionally as well as phy - 
sically. 


Mary Helen 
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APEL, PAUL H. The message of music. 505p. front. 
(por) D 56-12786 N.Y., Vantage Press 5.00 

An analysis of musical forms and types of music, and of 

music characteristic of particular nations. For the listener. 
COOPER, MARTIN, ed. The concise encyclopedia of 
music and musicians. 516p. (bibl.) il. (pt. col.) 058- 
5630 N. Y., Hawthorn Bks 12.95 

Emphasis has been placed upon the history and character of 

western music as a fine art during the last 400 years. Musical 

terms, instruments, styles, composers and performers are 

Presented, with numerous illustrations and portraits. 
FELLNER, RUDOLPH. Opera themes and plots; pre- 
face by Erich Leinsdorf. 366p. O 57-12409 c. N.Y., 
Simon & Schuster bds., 5.95 

The essence of 32 operas is presented by unifying plot 

descriptions with musical materials. 
HARRIS, REX and RUST, BRIAN. Recorded jazz; a 
critical guide. 256p. S (Pelican bk. A417) Penguin Bks. 
pap., .85 

A discography of tradit‘onal jazz, with very little on the 

field of swing and no coverage of ‘‘modern’”’ or ‘“‘cool’’ 

jazz, sometimes known as “‘bop.’’ Alphabetical by artists, 

with details on personnel, locations, dates, and critical 

and biographical commentary. 
HENRY, NELSON BOLLINGER, ed. Basic concepts 
in music education; the fifty-seventh yearbook of the 
National Society for the study of Education; pt. 1 373p. 
Oc. Chic., Univ. of Chic. Press 4.00 


Theoretical essays on the various issues which form the 
basis of musical education in the schools of the United 
States, including pragmatism, realism and the sociological 
and psychological approaches. With some essays on the 
actual operation and value of music education programs. 


IVES, BURL, ed. Irish songs; with new piano accom- 
paniments by Michael Bowles. 135p. Q M57-1000 N.Y., 
Duell, Sloan & Pearce 5.00 

The famed folksinger has brought together 50 songs which 

deal with personal experiences of men and women, lave, 

pleasures, heartbreak and with Ireland’s history. 
JACOBS, RUTH KREHBIEL. The children's choir. 
318p. (4p. bibl.) il., diagr. O 57-12900 Rock Island, 
Ill., Augustana Press 4.95 

An informative guide to forming and training a children’s 

choir, to selecting music, teaching children the mean- 


ing of worship and preparing the group for regular and 
special church services. 


JACOBS, ROBERT L.. Harmony for the listener. 195p. 
O N.Y., Oxford 2.90 


KOLODIN, IRVING, ed. The composer as listener; a 
guide to music. 300p. (bibl. footnotes) O 57-14547 
N. Y., Horizon Press bds., 5. 75 


Commentary and impressions by well-known composers 
on the music, the interpretation of, and specific com- 
positions of both the early masters and their own 
contemporaries. 
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KRUEGER, KARL. The way of the conductor; his 
origins, purposes and procedures. 250p. il. O 58-7522 
N.Y., Scribner 3.95 

A study of the technique and development of conducting. 

in. which the early and. modern orchestras and methods 

of great composers are examined and the conductor’s ap- 

proach to a composition is considered. The author is a 

prominent conductor in the United States. 
LAWS, GEORGE MALCOLM. American balladry from 
British broadsides; a guide for students and collec- 
tors of traditional song. 328p. (bibl.) O (Amer. Folk- 
lore Soc. pubns., bibliographical and special ser. , 
v. 8) 57-12600 Phil. 4, Amer. Folklore Soc., Bennett 
Hall, Univ. of Pa. 5.00 


LOGGINS, VERNON. Where the world ends; the life 
of Louis Moreau Gottschalk. 285p. (7p. bibl. note) O 
58-7553 Baton Rouge, La. State Univ. Press bds., 
3.95 

The life of Louis Moreau Gottschalk (1829-1869), a pianist 

and composer of piano music who was born in New 

Orleans, made his reputation, a great one, in Europe, and 

then, when he returned to America, found the going rough 

for musicians in this country in the mid-19th century. 
MEYER, HAZEL. The gold in Tin Pan Alley. 258p. 
D 58-8670 Phil., Lippincott bds., 3.95 


An historical survey of popular music in the United States, its 
composers, performers, various forms and trends. 


ROSENTHAL, HAROLD, ed. Opera annual; latest ed.; 
v. 4. 190p. il. (pt. col.) O 55-25648 N. Y., Lantern 
Press 6.00 


ROSTAND, CLAUDE. French, music today. 147p. S 
(Merlin music ser., no. 8) N. Y:, Merlin Press 3.00 


SARGEANT, WINTHROP. Listening to music; il. by 
Laszlo. 312p. D 58-8287 N. Y., Dodd, Mead 4.00 
SHEEAN, VINCENT. Orpheus at eighty. 372p. (3p. 
bibl.) O 57-10054 N. Y., Random 5.00 

An anthology of the author’s musical critiques in the New 

Yorker over the past eight years. Carnegie Hall concerts, 


opera at the “Met” and City Center and the summer 
music festivals of 1956 are reviewed. 


STRAVINSKY, IGOR. Igor Stravinsky; an autobiogra- 
phy. 176p. il. (por.) ON. Y., 16, M.& J. Steuer, 139 
E. 35St., 4.50 


Published previously by Simon and Schuster. 


TAUBMAN, HOWARD. How to bring up your child to 
enjoy music. 113p. O 58-6649 c. Garden City, N.Y., 
Hanover House 2.50 

A guide to classical music and recordings which, the author 

feels, are suitable for children of various age levels, from 


pre-school years through high school age. Mr. Taubman 
is a music critic for the New York Times. 





Book Review 


by WilliamS. Newman 





Maurice Liebermann, KEYBOARD HAR- 
MONY AND IMPROVISATION. 2vols. New 
York: W. W. Norton & Co., Inc., 1957. 





| amas are many ways to separate the mice from the 
men in piano playing, or, at least, to tell the inex- 
perienced from the experienced. A knowing teacher 
can readily spot the pianist who has gone through the 
mill (to pile on cliches and confuse metaphors) in such 
matters as a command of basic touches, a concept of 
legato, a balance of tone, an ear for pedaling, ora 
sensitivity to phrasing. But perhaps the teacher will 
not be so aware of another ability that influences per- 
formance less directly though no less significantly 
This is the ability thatcomes under the collective term 
of keyboard harmony--the ability to improvise, har- 
monize melodies at sight, transpose at sight, or play 
familiar pieces by ear. 


The need for experience in keyboard harmony is 
present from the start of training but increases with 
the level of advancement. By the high school and col- 
lege levels the handicap of being without such experi- 
ence canbe most disheartening, as every college piano 
teacher knows whocarries both majors and non-majors 
of about equal talents in music. Skill in keyboard har- 
mony is animportant factor in successful memorizing, 
for it helps the performer to translate a recollection 
into an actuality, or at least into something like it if 
he begins to stumble. The same skill aids technical 
fluency by causing the performer to think in intelligible 
groupings of tones--in syllables and words, as it were, 
rather than single letters. In a like manner this skill 
is vital to good sightreading. And, of course, an ini- 
tiation into keyboard harmony does much to alert the 
student to the tensions and relaxations in harmonic 
progressions, thus giving him one main basis for nu- 
ance and phrasing. 


In the last two decades teachers have shown a grow- 
ing recognition of the need for this skill. The furtive 
playing by ear that was once discouraged as conducive 
to slovenly practice habits is now the systematic play- 
ing by ear that many a teacher deliberately incorpo- 
rates in the pupil's course of study. Because the busy 
lesson period can only be stretched so far, not a few 





Professor Newman of the University of North 
Carolina, Chapel Hill, is the author of many books, 
articles and reviews in various publications. He 
‘is also one of the contributing editors of the PQN. 
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piano teachers have organized a weekly hour or more 
of classwork in keyboard and written harmony for their 
students. And in the larger music schools, courses 
of this sort for younger students are now standard in 
the curriculum. 


Wirz the new interest in keyboard harmony has 
come a new literature directed to the teaching of it. 
As with other pedagogic materials for piano, most of 
the publications are at the elementary level. Examples 
are Merle Montgomery's THEORY PAPERS (C. Fisch- 
er), Frank Frederich's MUSIC READER (Pro Art), 
THE FLETCHER THEORY PAPERS (Boston), Dorothy 

Bishop's CHORDS IN ACTION (C. Fischer), and Mara 
Ville's MUSIC MADE EASY (Presser), not tomention 
the considerable attention paidto keyboard harmony in 
most of the newer beginner's piano methods. In some 
of the elementary "work books" the material is per- 
haps too elementary, if that is possible. Or, rather, 
the goal is lost sight of in games that can soon hecome 
quite irrelevant. One can go only so far by finding 
words like "egg", "dab", and "feed" on the keyboard 
and staff. But this is a kind of question that needs a 
separate article. 

At the upper levels the available material is in- 
creasingly sparse. There are, for example, the three 
concise sets of three booklets each by the Englishmen 
Tobin and Rowley (Mills), and there are books of some- 
what more range like KEYBOARD HARMONY FOR 
JUNIORS by Elizabeth Gest (Ditson) and CREATIVE 
HARMONY AND MUSICIANSHIP by Murphy and String- 
ham (Prentice-Hall). But the need is certainly evi- 
dent for a more thorough text and one devoted more 
specifically to the full command of keyboard harmony. 
It is in that connection that we come, at last, to the 
object of this review. 

Maurice Liebermann's KEYBOARD HARMONY 
AND IMPROVISATION does meet this need in impor- 
tant ways. It is thorough, for it covers all main as- 
pects of the subject, including such matters as the 
treatment of the motive and the phrase, a separate 
consideration of each main type of foreign tone, and a 
great variety of accompaniments. And the book is 
specifically devoted to keyboard harmony, although 
our spécial concern with the values of this skill to pi- 
ano performance should not obscure Liebermann's 
broader goal of bringing one's formal training in writ- 
ten harmony to the tips of his fingers (literally) so 
that he can not only reason but think it. 


Bryonp these facts. only a few observations are 
needed to present this recent publication. Lieber- 
mann's book in two volumes makes a solid course of 
two semesters in college. Some adapting would be 
necessary to bring it down to high school level. It is 
an eminently practical text. Based as it is on tradi- 
tional precepts, it offers and needs to offer no apologia 


(Continued on page 29) 
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PIANO RECORDINGS 


March, April, May, 1958 


Record reviews may be found inthe Saturday Review of Literature 
and many music magazines. Reviews are indexed in the Music 


BACH 


Capriccio on the Departure of a Beloved Brother 
Landowska (harpsichord) * Art of Harpsichord 
12” Vict. LM-2194 


Chaci 
Wittgenstein (piano) * Music for the Left Hand 
12” Period 742 


Concerto No. 1 in D Minor for Harpsichord 
Fischer (piano), Chamber Orch. (Fischer) #* Conc. 
12” Angel COLH-15 
Concerto No. 4 in A Major for Harpsichord 
Fischer (piano), Chamber Orch. (Fischer) * Conc. 
12” Angel COLH-15 
Concerto No. 5 in F Minor for Harpsichord 
Fischer (piano), Chamber Orch. (Fischer) %* Conc. 
#1, 4 12” Angel COLH-15 


Fantasia in C Minor, BWV 9! 
Landowska (harpsichord) ¥ Art of oe 


Inventions: Two & Three Part, BWV 772/801 
Vevron-Lacroix — 12” West. XWN-18699 
Partita No. 2 in C Min 
Landowska Gunpeicheré) * Art “, bo gens 
Vict. LM-2194 


M-2194 


The Well-Tempered Ciavier (complet by 
Landowska (harpsichord) 6-12” Vict. LM-6801 


BARTOK 


‘Sonata for Two Pianos & fom sion 
pianos), Peinkofer, Porth 
parcebensar c ornees Conc. 12” Decca 9963 


BEETHOVEN 


Andante Favori in F Major 
Foldes (piano) * Bagatelles; sae oy Var. 


Decca 9964 
Bagatelle [‘‘Fiir Elise’) 
= (piano) * Bagatelles; Andante; Ecossaises; 


12” Decca 9964 
Bagatelles (6), Op. 126 
Foldes (piano) * Bagatelles; Ec Andant 
Var. i=” — 9964 
Concerto No. 1 in C Major for Piano, Op. 
de By a Vienna Symph. Orch. (van ‘otterioo) 
* Conc. #2 12” Epic LC-3434 
Solomon, Philharmonia Orch. (Menges) ¥ Son. #27 
12” Angel 35580 
Concerto No. 2 in B Flat Major for Piano, Op. 19 
de Groot, Vienna Symph. Orch. (van Otterloo) 
Cone. #1 12” Epic LC-3434 








Concerto No. 4 in G Major for Piano Op. 58 
Wiihrer, Bamberg Symph. Orch. (Perlea) on Choral 
Fant. bs x 10640 
Concerto No. 5 in E Fiat Major, Ov. a (“emparer| 
Firkusny, Pitts. Symph. Orch. ag ag 2) 
” Cap. PAO-8419 
Ecossaises in E Flat Major 
Foldes (piano) # Andante; Bagatelles; Var. 
12” Decca 9964 
Sonata No. 14 in C Sharo Minor, Oo. 27 No. 2 
[‘‘Moonlight’’} 
Casadesus * Son. # 23, 24, 26 12” Col. ML-5233 
Sonata No. 23 in F Minor, On. 57 [‘‘Appassionata’ he 
Casadesus * Son, #14, 24, 26 ra Col. ML-523 
Sonata No. 24 in F - -, Op. 

Casadesus * Son. #14 , 26 in Col. ML-5233 
Sonata No. 26 in E Flat Maer, On. 81a [‘‘Les Adieux’’) 

Casadesus * Son. #14, 23, 24 12” Col. ML-5233 
Sonata No. 27 in E Minor for Piano, Op. 90 

Solomon * Conc. 12” Angel 35580 
Variations (32) in © Minor 

Foldes (piano) * A , E ; Bagatell 
12” Decca 9964 
Variations on a Theme by Diabelli, 7 120 

Serkin (piano) ” Col. ML-5246 


BRAHMS 


Concerto No. 2 in B Flat Major for — Op. 83 
Gilels, Chicago Symph. Orch. (Reine 
be Vict. LM-2219 





Intermezzi, Op. 118 

Demus (piano)—No. 6 * Recital 
a ane XWN-18723 
are West XWN-18723 


12” Vang. 1016 


Rhapsody in B Minor, Op. 79, 
Demus (piano) * Recital 
Scherzo in E Flat “- * 

List (piano) # Son. 


Library Association's Notes 


BRAHMS 


Sonata No. 1 in C _ & Piano, Op. 1 

List * Son. #2; 12” .. 1016 
Sonata No. 2 in F ee Minor for Piano, Op. 2 

List # Son. #1; Scherzo 12" Vang. 1016 


CHOPIN 


Ballade No. 3 in A Flat Major, Op. 4 
Demus (piano) * Recital pI West. XWN-18723 
Barcarolle in F Sharp Minor, Op. 60 
Gieseking (piano) # Mozart: Conc. #24 
12” Angel 35501 
Firkusny (piano) * Misc. Piano 12” Cap. PAO-8428 
Barcarolle in F Sharp Minor, Op. 60 
Banhalmi (piano) * Piano Music 12” Vox 10370 
Bolero in C Major, Op. 19 
Banhalmi (piano) # Piano Music 12” Vox 10370 
Concerto No. 2 in F Minor for Piano. Op. 21 
Tipo, Bamberg Symph. Orch. (Perlea) #* Schumann: 
Conc. 12” Vox 10320 
Impromptus 
Demus (piano)—No. 3 ¥ Misc. 12” West. XWN-18723 
Introduction & Polonaise Brillante, Oo. 3 
Rostropovich (cello), Dedyukhin (piano) * Recital 
12” West. XWN-18688 
Misc. Piano Music 


Firkusny 12” Cap. PAO-8428 


Music for Piano 
Banbalmi 12” Vox 10370 
Nocturnes (complete) 
Rubinstein (piano)—Vol. i 12” Vict. LM-2175 
Rubinstein (piano)—Vol. 2 12” Vict. LM-2176 
Scherzos Nos. 1-4 (complete) 
12” Decca 9961 


Slenczynska (piano) 
Scherzo No. 2 in B Flat Minor, * 

Firkusny (piano) # Misc. Plano 12” Cap. PAO-8428 
Tarantella in A Flat Major, Op. 4 

Banhalmi (piano) * Piano Riusic 12” Vox 10370 


DEBUSSY 


Music for Piano 
Guida ¥ Ravel: Sonatine; Valses 12” Lond. LL-1785 
Pour le Piano 
Gulda * Music for Piano; Ravel: bye pee Valses 
1 n 


"Lond. LL-1785 
FALLA 


Concerto for Harpsichord 
Veyron-Lacroix, Spanish Nat’! —_ Ba a0 a) 
* Master Peter ” Lond. LL-1739 
Nights in the Gardens of Spain 
Rubinstein (piano), San Fran. as Orch. (Jorda) 
Spanish Music 12” Vict. LM-2181 


FISCHER, J.K.F. 


Passacaglia 
Landowska (harpsichord) * Art ie ba egy 
” Vict. LM-2194 
Concerto in F 


Nibley, Utah Symph. Orch. be mg oe 
——. Utah Symph. Orch. Lame ) Fors 
—, Utah Symph. Orch. (brava!) pt, 
“a —_ Orch. (Heath) *# Music of Gershwin 
12” Lond. LL-1749 

LS (piano), Utah Symph. ar ora 
nile (Gino), Uta Sym ee west, XWN-18687 


GRANADOS 


Goy 
Nel "Peso (piano)—Books 1 & 2 % El Pelele 
12” Epic LC-3444 
El Pelele 


del Pueyo (piano) * Goyescas 12” Epic LC-3444 


HAYDN 


Concerto in G Major for Harpsicho 
E. Heiller, Vienna Collegium  - Orc 
(A. Heiller) % Conc. 12” Haydn =: 9023 


27 


HINDEMITH 


Concert Music for Piano, Brass & 2 Harps, Op. 49 
Haas, Berlin Phil. Orch. (Hindemith) # Conc.; 
Cupid 12” Decca 9969 


LE ROUX, 
Suites (7) for Solo Harpsichord 
Fuller 12” Overtone 15 


MacDOW ELL 


Concerto No. 2 in D Minor for Piano, 
“— American Arts Orch. iStichand * Son. 
12” Vang. 1011 


ae. il 1 in G Minor for Piano, Op. 45 [*‘Tragica’’) 
Rivkin %& Woodland Sketches 12” West. XWN-18201 
Sonata No. 4, Op. 59 [‘*Keltic’’) 
Mitchell (piano) % Conc. #2 


Woodland Sketches, Op. 51 
Rivkin (piano) * Son. #1 12” West. XWN-18201 


MENDELSSOHN 


Concerto in E Major for 2 Pianos 
Frugoni, Mrazek, Vienna Pro Musica Orch. 
(Swarowsky % Conc. 12” Vox 10540 
Concerto in A Fiat Major for 2 Pianos 
Frugoni, Taddei, Vienna Symph. — Bag 
* Conc. Vox 10540 


MOZART 


Concerto No. 14 in E Flat Major, K. 449 
Badura-Skoda, Vienna Konzerthaus Orch. (Badura- 
Skoda) # Conc. bg 12” West. XWN-18661 
Concerto No. 17 in G Major for Piano, K. 
Foldes, Berlin Phil Orch. (Lehmann) * Conc. #21 
12” Decca 9973 
Concerto No. 19 in F Major, K. 459 
Badura- ~—, Vienna oe A ay . Soe. 
Skoda) * Conc. #24 12” — 18662 
Concerto No. 21 in C Major for Plane, K 
Foldes, Berlin Phil. Orch. (Schmitz) ae. #17 
12” Decca 9973 
Concerto No. 22 in E Flat Major, K. 482 
Badura- “TR Vienna Konzerthaus Orch. (Badura- 
Skoda) * Conc. #14 12” West. XWN-18661 
Concerto No. 24 in C Minor for. Piano, K. 491 
Gieseking, Philharmonia Orch. (von Karajan) 
Chopin: Barcarolle 12” Angel 35501 
Badura- _—s bong aay Orch. (Badura- 
Skoda) * Conc. #19 West. XWN-1818662 
Sonata No. 4 in E Tat Major, x 282 
Kraus * Son. #5, 10; Var., K. 398 
12” Haydn Soc. 9013 
Sonata No. 5 in G Major, K. 283 
Kraus * Son. #4, 10; Var., K. 398 
12” Haydn Soc. 9013 
Sonata No. 10 in © Major, K. 330 
Kraus * Son. #4, 5; Var., K. 398 
12” Haydn Soc. 9013 
Variations (6) on “Salve tu, Domine’, K. 398 
Kraus (piano) * Son. #4, 5, 10 
12” Haydn Soc. 9013 


12” Vang. 1011 


PROKOFIEFF 


Concerto No. 2 in G Minor for Piano, Op. 16 
Henriot, Boston Symph. Orch. (Munch) %* Barber 
Medea ” Vict. LM- 2197 
Concerto No. 3 in C Major for me. Op. = 
Prokofieff, London Symph. _ {Coppola a) 
* Piano Music ’ Angel COLH-34 
Music for Piano 
Prokofieff * Conc. #3 12” Angel COLH-34 


RACHMANINOFF 


Concerto No. 4 in G Mjnor for Piano, Op. 40 
Michelangeli, Philharmonia Orch. (Gracis) # Ravel: 
Conc. 12” Angel 35567 


RAVEL 


Concerto in G Major for Piano : 
Michelangeli, Philharmonia Orch. (Gracis) 
% Rachmaninoff: Conc. #4 ae Angel 35567 
Concerto in D Major for the Left Hi: 
Wittgenstein, Met. Opera Orch. dot * Music 
for the Left Hand 12” Period 742 
“ae * Val Deb Piano Music 
a (piano alses; Debussy: 
% wn 12” Lond. LL-1785 
Valses Nobles et. Sentimentales 
Gulda (piano) # Sonatine; Debussy: Piano Music 
12” Lond. LL-1785 





R UDHYAR 


Granite: 
Masselos aed * Griffes: Son.; Weber: 
Episo oe MGM 3556 
SCHMITT 
—— (3), Op. 53 
R. . Casadesus (piano) * Ome 
' Sed Col. 5259 
a | du Petit Elfe Fermest’Oeil, > 
& G. Casadesus (pianos) * Rapsod es 
” Col. ML-5259 
SC PS ecwaeaigi 
Concerto fo, Piano 


, Op. 4 
Brendel, Southwest cees Radio § mph. Orch. 
(Gielen) * Conc. " Vox 10530 


SCHUBERT 
Allegretto in C Minor 
Schnabel (piano) * Son. 12” Angel COLH-33 
Sonata in B Fiat Major for 7m, Op. Posth. 
Schnabel * Allegretto 12” Angel COLH-33 


TCHAIKOVSKY 


Album for the Young, Op. 39 
Goldenweiser (piano) % Son. 12” West. a 


Sonata in C Sharp Minor’ tor Piano, Op. 
Feinberg * Album 12” West. SXWN- 18682 


VASSILENKO 


Concerto in F Sharo Minor for Piano, oe. 128 
Zak, USSR State Radio Orch, (Vassilenk 
* Khrennikov: Symph. #1 12” West. XWN-18678 


Piano 
De Solis—Music of the Masters 12” Kapp 9010 
Jabor—Introduction to the Piano 12” Cap. PAO-8422 
Mauro-Collone—Music of the Masters 12” Kapp 9012 
Rubinstein—Spanish Music * —) Nights 


2” Vict. LM-2181 
Saperton—Music of the Masters ap 9013 
Weiss—Music of the Masters Kapp 9011 
Phila. Piano Orchestra—Clair de aie 

12” "Epic LN-3435 


Prochorowa—Recital 2” Haydn Soc. 9011 
Wittgenstein—Music for the lot Hand 
12” Period 742 


CHAMBER MUSIC 


HAYDN 


Trio No. 1 in G Major 
Thibaud. Casals. Cortot # Schubert: Trio 


12” Angel COLH-12 
SCHUBERT 


Trio No. 1 in B Flat Major, 0) 
Cortot, Thibaud, Casals * Mayen, Trio #1 


12” Angel COLH-12 

HANDEL 
goante in G Minor for 2 Violins & Continue, Op. 2, 
ve a Oistrakh, Yampolsky (piano) * Benda: Trio 


Son.; Wieniawski: Etude aprices; Sarasate: 
Navarra 12” Decca 9962 


SCHMIDT 


Quintet (Piano) in G Major 
Demus, Barylli Quartet 


STRAVINSKY 


Concerto for Piano & Winds 
Seemann, Berlin Phil. Orch. eee * Bartok: 


12” West. XWN-18650 


SCHUMANN 


Concerto in A Minor for Piano, Up. 54 
Tipo, Vienna Pro Musica Orch, (Perlea) ag 
Conc. #2 12” Vox 10320 
Wovelette No. 1 in F Major, Op. 21 
Demus (piano) ¥ Recital 12” West. XWN-18723 


ALABIEV 





REVIEWS 


Mr. Watson can put into a short piece of 27 measures, 
designed for the as yet unaccomplished pianist. Long 
may he thrive! 

There are "Two Little Tunes" by Albert Rozin that 
have a good deal of charm, particularly the first one, 
"A Sleepy Tune." It is sleepy, but it's not boring. The 
long phrases are very nicely manipulated, which is not 
easy, and there is enough harmonic color to offset the 
somewhat drowsy effect invoked by the Aeolian mode. 
The "Good Morning Tune" is alittle more conventional, 
but pleasant nonetheless. It is correctly marked alla 
breve, which should help some teachers to convey the 
idea that "cut time" (whatever that means) is not four- 
four only faster. 

"The Mill Wheel" by Lois K. Marshall is an excel- 
lent model of what can be done with a piano to utilize 
some of its more enchanting effects without undue ro- 
manticizing. To combine clarity of texture and line 
with a kind of watery sound appropriate to a mill wheel 
is quite a feat, and the composer is to be congratula- 
ted. The harmony is simple, but not without interest. 
The alternation Letween dominant and tonic pedals in 
the right hand is skillful, and the harmonic interest 
inherent in the proper use of the pedal point has not 
been overlooked. This piece is highly recommended, 
and can certainly be performed by almost anyone be- 
yond the very beginning level. 

Speaking of the beginners, there is a very good 
piece for them by Vernon Haskins called 'Toy Town 
Parade." (Another of those Titles!) It is very simple 
mostly calling for alternate hands, but it is rhythmi- 
cally alive and harmonically correct. Most pieces on 
this level are unspeakably dull, even for the most child- 
ish beginner, and whereas this piece may not be the 
last word, it is at least fairly entertaining. 


An even easier piece is Everett Steven's "Prairie 


(Continued from Page 2 ) 


Quintet in E Flat Major (Piano) 
Gilels, Beethoven Quartet *¥ Tore: Trio 
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Son. ” Decca 9963 


VIVALDI 


Sonata in A Minor for Flute eg 4 Harpsichord 
Rampal, Hongne, Lacroix * Son.; 


West. XWN- 18679 12) pl Soc. 9014 





Sunset, "' and like so much of this composer's music, 
it is well and carefully done. There is little one can 
say about apiece as simpleas this, but it is something 
to be able to say that it violates no canon of taste or 
procedure, has no sudden vulgarities that so often 
mark pieces on this level, and that it invokes an agree- 
able mood of quiet contemplation. 

* Similar in mood, but more developed and compli- 
cated is George Fiala's "Lullaby.'' This is a very 
satisfactory piece. It is basically simple, and of no 
technical difficulty, but the composer's care inusing 
his basically two part texture toexpress varied colors 
and harmonies without becoming eccentric,is excellent. 
One could wish that all composers of music for young 
musicians were as careful of their phrasing, rests, 
dynamics and harmony as Mr. Fiala is in this piece. 

George Anson's ''Ten Tunes for Ten Fingers" is 
an out and out teaching set. Each of the pieces con- 
cerns itself with some particular aspect of technique 
for the absolute beginner. The music may not be in- 
spiring, but then, it's practically impossible to be in- 
spired on such an elementary level as this. But at 
least no faults are committed, and the pieces form, or 
can form, the basis for teresting journeys by the pu- 
pil and teacher into the realm of piano playing, 


Tue DUETS, this quarter, are not particularly 
impressive. The best of them are Marjorie Helyer's 
"Two's Company." The composer is also British, and 
that particular something that makes English music 
sound English is here, too. It would be interesting to 
discover just what combination of factors produces 
that English quality in music. It is certainly not un- 
pleasant, but it is a bit 19th century, somewhat re- 
moved from today, and, when well handled, rather 
pleasantly evocative of a more peaceful time. In any 
event, Miss Helyer's duets are quite all right. They 
are true duets, not just Secondo accompanying Primo 
all the way. 















































imdispensable! 


The most complete 
bibliography and 
commentary on 


MUSIC 


FOR THE 
PIANO 


by 


James Friskin 
and 
Irwin Freundlich 


Piano Faculty, Juilliard School of Music 
@ 


ERE at last is the one indispensable -volume 

for all performers, teachers, students and 
intelligent listeners--the most extensive biblio- 
graphy and commentary on available works for 
the piano. 

The authors cover some 500 composers, of 
which one-third belong to the modern school and 
over 100 are American. Each of 5 sections be- 
gins with a critical essay on the period and its 
composers. Comment on specific pieces includes 
form, type of fingerwork and degree of difficulty. 
In each case the publisher's name or American 
representative is given. 

The Contents Include: 


1. The earlier keyboard music. 

2. Pianoforte music from Haydn to the early 20th 
century. 

. Pianoforte music of the 20th century. 

. Original works for four hands. 

5. Music for piano and orchestra. 


m co 


® 
$5.00 at all booksellers 


RINEHART & COMPANY 
232 Madison Avenue, New York 16, New York 
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BOOK REVIEW (Continued from page 26) 


such as Hindemith provides. It does not evenattempt 
to justify such standard prohibitions as that forbidding 
parallel fifths and octaves. Nor is the book specula- 
tive or innovational in the sense that Schenker's and 
Schillinger's treatises are. On the other hand, it 
stoops to none of the hollow sugar-coating that has led 
to so much false music pedagogy. It is business-like 
and interesting in music's own right. 


The subject matter is taken up one item at a time 
and as systematically as the interdependent aspects of 
harmony will permit. There is naturally no special 
discussion of the problems of piano playing as such. 
But the pianist will surely be a better player after he 
has worked his way through the course. For work he 
must! Outstanding are the many detailed drills in the 
idiomatic progressions of keyboard harmony. As any 
one proficient in this skill must know, much depends 
on a good working vocabulary of such progressions in 
all positions, keys, and rhythmic combinations. In 
short, here is a valuable course, carefully planned and 
richly illustrated, for any pianist industrious, intelli- 
gent, and interested enough to see it through. The two 
volumes are paperback with spiral binding (ideal for 
lying open on the music rack). 








MAPLE SUGARING (Continued from page 18) 


If your piano has a sustaining pedal give yourself 
the fun of using it for the last four measures. 

A word about the pedal in this piece. Use it only 
after you have practised at least the first eight mea- 
sures without it, playing legato and listening closely 
to the chord changes and overlappings. In this way 
you'll know what you must hear and your ear will tell 
you how busy your foot must be. 


Permission to reproduce the illustrations in the fore- 
going article has been given by the LAWSON-GOULD MUSIC 
PUBLISHERS, INC. NEW YORK 
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The Educational Board of the 
PIANO QUARTERLY NEWSLETTER 


has recommended 


DANCE 


Reginald Godden 


Piano Solo 40 cents 


It is interesting to note that this selection was 
chosen as a suitable test piece in nearly all of 
the Musical Festivals held in Canada during 
1956-57. 
Mr. Godden is a Canadian Composer whose 
years of experience as teacher, examiner and 
adjudicator have provided him with a keen in- 
sight to the needs of music which appeals to 
all progressive music teachers and 
their students. 


a. 


Published by 
THE FREDERICK HARRIS MUSIC CO. LIMITED 
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CONTEMPORARY PIANO MUSIC 
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A new series of short contemporary piano pieces for educational. purposes. 
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MOZART Piano Sonata in A Major 
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Serenade No. 8 (duet) Vincent Persichetti . ed. by Schnabel 
for 1957 CLEMENTI Rediscovered Masterworks 


Piano Sonatine No. 2 Louis Calabro ; Vols. I & Il ed. by Mirovitch 
TCHEREPNIN Twelve Preludes 
PEDREIRA Ensueno de Marta 


° REC OMMEN DE D ° LECUONA Diary of A Child 


Mazurka Glissando 
1957— 1958 Ange el Escorial 
Dancing Grasshoppers William Scher 
Serenade No. 7 Vincent Persichetti 
Swing Tune (duet) Alice Procter P PIANO IN PROGRESS 
. : e : : by 

Piano Sonatinas (1-6) Vincent Persichetti 2. Al et 
Ten Tunes George Anson : Ten pieces by the outstanding composer, 
geared to the early years of piano study. 
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RECENT ---- OUTSTANDING 


From AMP 
Herman Berlinski: Little Suite ..........50 each 
1. In High Spirite’ © 3. Very Talkative 
2. With Grace 4. Tenderly 


Houston Bright: Four for Piano... 1. 25 


Viadimir Padwa: Six Little Preludes....40 each 
1. Little Barcarole 4. Dialogue 
2. Interlude 5. Shadows 
3. Little March 6. Waltz 


From BMI-Canada 
Jean Coulthard: Four Etudes 
1. Allegro.leggiero.. 1.00 3. Toccato .75 
2. Lento...2....00.045004.5.575 4. Con fuoco .75 


Eugene Hill: Prelude and Fugue ................... 18 
Frederick Karam: Scherzo ........................... .60 
Severin Moisse: Variations sur 


un thame Huron 2.00 
George Fiala: Lullaby . csccateo en AO 


George Fiala: Dance (duet) haa ae . 50 


From Schroeder and Gunther 
Fanny the Flute (Gr. 1) Garrow 
The Grasshopper (Gr. 1) Dvorkin....... 
Toytown Parade (Gr. 1) Haskins........ 
Bonnie Lou (Gr. 1) Glover 


Send for our Piano Catalogues 


ASSOCIATED MUSIC PUBLISHERS, INC. 


A Subsidiary of Broadcast Music, Inc. 
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Now Enlarged and Revised 


The Pianist’s Problems 


By WILLIAM S. NEWMAN 


Preface by Arthur Loesser 


A Modern Approach to Efficient Practice and 
Musicianly Performance 


Important revisions and two new chapters on 
learning and teaching make Newman’s stand- 
ard work the most up-to-the-minute handbook 
for students and teachers of piano playing. 23 
illustrations. 26 music notations. Index. Bibli- 
ography. 

At all bookstores + $3.00 


HARPER & BROTHERS N. Y. 16, 








